multidimensional reflection. On the one hand, this is expressed in a wide range of the involved dance genres, which differ in terms of historical, national and social belonging. Among them, there are old courtly dances: the sarabande, the pavane, the minuet; a kind of an emblem of romanticism, the waltz; pop-jazz dance of the composer's epoch, the foxtrot, the national Spanish dance malagueña, the habanera, the bolero, the jota, the guayara and the zortsiko. On the other hand, multidimension of the reflection reveals itself in variability, multiplicity of interpretations of one and the same dance. Using certain techniques of transformation (intensification or attenuation shades of meaning) or conversion (rethinking) of original semantics of some dance prototype, Ravel "expands" its semantic borders.
The minuet occupies a special place among ancient dances, which served as an intonation line [Rannev, 2004: 83, 91] . The minuet itself, according to most researchers, got its name due to its characteristic short steps, pas menus.
The French royal court began to dance the minuet approximately in 1650. Becoming a favorite dance of the royal court of Louis
XIV, the minuet was improved by well-known choreographers Pierre Beauchamp and Louis
Pécour according to the aesthetics of the court etiquette. As a result, the dance was danced more slowly, it lost its typical simplicity and directness, became elegantly majestic and ceremonial.
According to S. Khudekov, the salon minuet was called "a wild flower to live through the evolution of the garden culture, completely different from its prototype from Poitou" [Khudekov, 2014: 280] . Later on, the minuet was widespread in many countries across Europe.
For a long time the minuet was danced by one couple and represented, according to B. Iavorskii, "an etiquette dance scene moving along the ballroom between the 'hedgerow' of spectators <...> At the end of the dance, this couple was substituted by the following couple" [Iavorskii, 2002: 46 ] . Then, the number of couples started to increase. Moreover, the dancers moved strictly by ranks: the first couple were the king and the queen, then the dauphin with one of the ladies, then the princes, etc.
The minuet was peculiar due to the simplicity of its dance units. [Vasil 'eva-Rozhdestvenskaia, 1987: 88] .
These dance elements were freely combined, and were not supposed to be repeated twice, except for the basic step of the minuet, which had to be alternated with pas grave and balancé.
Special courtliness provided the minuet with delicate bows, greetings and curtsies that the dancers addressed both to each other and the surrounding audience. They accomplished almost every figure of the dance. The dancers made most respectful curtsies to the king and the queen.
Even though the movements were plain and simple, it took quite a long time to learn how to dance the minuet to achieve a delicate manner of performance. Elaborate clothes abundant in decoration obliged the dancers to move slowly.
The transition from one movement to another was accomplished smoothly, without interruption, in a strict rhythm. During the dance, the dancers had to maintain a dignified posture with the body tightened, the head raised and kept straight, arms slightly bent with a beautiful bend of hands.
Vasil'eva-Rozhdestvenskaia writes, "the male part was particularly complicated, while the movements with a hat played a significant role in it. He was supposed to take the hat off gracefully during the curtsey, holding it delicately in one and the other hand alternately and put it on easily" [Vasil'eva-Rozhdestvenskaia, 1987: 85] .
An important feature of the minuet are typical features of a dialogue, intimate conversation. Many researchers pointed at this.
Even though the movements were plain and simple, it took quite a long time to learn how to dance the minuet to achieve a delicate manner of performance.
Elaborate clothes abundant in decoration obliged the dancers to move slowly. The
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"The movements of the gentleman were gallant and respectful and expressed admiration for the lady", writes M. Vasil'eva-Rozhdestvenskaia [Vasil'eva-Rozhdestvenskaya, 1987: 84] .
According to S. Khudekov and B. Iavorskii, the minuet was interpreted as a declaration of love in the form of dancing [Khudekov, 2014: 290; Iavorskii, 2002: 46] . However, the court etiquette put its imprint on the temper of the dance dialogue.
It is characterized by restraint expression of feelings. Direct demonstration of feelings in the dance was considered vulgar, a sign of "a bad taste". Emotions and feelings were "shown"
in accordance with the rules of the courtly code assuming the character of a gallant game.
Therefore, it is hardly appropriate to consider psychologization of the aristocratic minuet. In this case, a visual image of the gesture, its subtle beauty and perfection come to the forefront.
The majestic and solemn spirit of the court dance was largely determined by a strict compositional pattern. Dance movements rhyming with each other, entwined in a spectacular decorative structure like an ornament. Location of dancers was strictly regulated in accordance with a certain scheme. According to Curt Sachs, the pattern of the minuet was originally figure 8, then S (a symbol of the Sun King), later 2 and since 1700, after the reform of the Parisian dancing master Louis Pécour, it took the form of Ζ [Sachs, 1937: 406] . Numerous patterns of moving of the dancers in the minuet with all the differences have a common pattern: a mirror symmetry of configuration.
In the 18 th century, the minuet undergoes some changes. The development of the ballet, the improvement of the dance language was reflected in the ballroom choreography. [Kirillina 1998: 135] .
The rhythm of the minuet is quite ("the rhythmic formula of a dactylic step" 3 ), , ,
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covering the beat for 3/2, forms a counter rhythm to two beats of the music for 3/4. Therefore, the minuet, as rightly noted by Oscar Bie, "coincides duple meter and triple meter in the duple beat per 3/4" [cited by : Rannev, 2004: 95] .
Metric pulsation of the music: 3/4 formula of a dactylic step" 3 ), , , Metric pulsation of the choreography: 3/2 ormula of a dactylic step" 3 ), , , The specific feature of the choreography of the minuet -the features of a dance dialogue ("plastic polyphony" according to O. Astakhova [Astakhova, 1987: 197] Maybe that is why the dance prototype herewith is not so texturized as in the works that Ravel 
However, in this work (in contrast to
Menuet antique) it is appropriate to mention the embodiment of the so-called "negative" It was first mentioned that the Minuet comes from the Branle de Poitou in the music manuscript of Michael Praetorius "Terpsichore" (1612). Later this point of view became generally accepted. Nevertheless, some modern researchers (for example, M.E. Little) consider it a mistake [Little, 2001] .
2
In the historical folk dance, the plié means slight bending of knees, i.e. doing knee bends twice as less than demi-plié (slight knee bending) in the classical dance [Ivanovskii, 2004: 56] .
3
The term "dactylic step" was used by Fabritio Caroso in his Nobiltà di Dame to determine the plastique of the step with knee bending. The name was given by the analogy with the rhythm in the ancient versification. This information is given by A. Maksimova [Maksimova, 1999: 58-69] .
4
L. Shaimykhametova refers these rhythmic patterns to the type of intonation formulas assimilating the plastique of the ancient dances [Shaimykhametova, 1999: 39] .
5 N.P. Ivanovskii gives the following definition of this movement: "Salute is the introductory part of the bow, i.e. a welcome which includes taking the hat off and then bowing" [Ivanovskii, 2004: 21] .
6
These differences don't go beyond the semantic borders of the styled minuet, which according to Kirillina possessed "unique generality and softness" [Kirillina, 1998: 134] .
7
It is noteworthy, that outwardly the motif is set as iambic, while it starts with the downbeat. But accentuation of the first sound and reducing the second sound by two transforms it into the trochaic.
8
As V. Smirnov notes, in the Sonatine Ravel turned to the traditions of pre-Beethoven sonata, mostly three-part sonata by Mozart [Smirnov, 1981: 47] .
